Direct speech is an essential component of most Old English narrative poems, if only quantitatively: for some poems, it represents close to 40 or even 60% of the total amount of verse. 1 It is by far the dominant mode of representation of speech in Old English verse, indirect and narrated speech being used sparingly, and free (in)direct speech virtually not at all. The amount of criticism devoted to direct speech hardly reflects this importance. Studies devoted to it are few and far between, and several have never even been published.
2 And yet, some major interpretative cruces hinge on our understanding of how direct speech and narration interact in Old English poetry. 3 The words immediately preceding and following direct speech constitute points of contact between speech and narration, which may provide important clues as to the nature of this interaction.
Initial inquits (such as the famous maþelode formula) have attracted some critical attention, and the results yielded are undoubtedly instructive. Yet, I would argue that the way poets reintroduce narration after direct speech is equally instructive, and that only by putting both aspects in perspective can one get a proper idea of the place of direct speech in the structure of Old English poems. To that aim, I will build on what we know of initial inquits to better understand the transitions from direct speech to narration, and thus provide an integrated analysis of the framing of direct speech in Old English poetry.
There are obvious reasons why the initial inquit should have drawn more attention than the reintroduction of narration after direct speech. It is often rich and complex, and always highly codified, which makes it of prime interest to scholars, both in terms of formulaic tradition and for what it reveals of the intended reception of a given speech. While Modern English literature is usually keen to avoid it -often favouring a median or final position for the inquit, or indeed omitting it altogether to fluidify the interplay between direct speech and narration -Old English poetry seems to have delighted in its systematic and highly noticeable use.
In this respect, Old English poetry differs from other early Germanic poetic traditions, which can identify speakers less conspicuously (Heusler 1902; Richman 1977 Heusler 1902 and Bjork 1985 , though the latter is not concerned with the particular issue examined here. Several unpublished PhD theses have also been written on direct speech (Levine 1963 , McNally 1975 , Richman 1977 , Weldon 1979 , Perelman 1981 , Haar 1995 and Lee 1995 , most of them exclusively concerned with Beowulf.
initial inquits are usually at least one line long (sometimes much longer), 4 and can provide all manners of details about the speaker and occasionally about the audience, the situation or the nature of the speech itself. These long and formulaic introductions greatly contribute to the solemnity of Old English poetry (Heusler 1902; Richman 1977; Stévanovitch 1998) . Their systematic use breaks dialogue into separate units and prevents rapid back-and-forth interaction between the characters.
Richman is particularly concerned with this phenomenon and sees it as the cause of the supposed failure of Old English dialogue:
If Old English writers took this much advantage of direct discourse, why did they fail to create dialogue comparable to that written by Old Icelandic and later English writers? An immediate cause is the form which direct discourse usually takes in Old English, and this form is largely a matter of the inquit, the introduction to the speech. (…) The inquit in Old English presents a bulky and formidable barrier separating speech from speech or, more often, from its narrative context. (Richman 1977, p. 263) In a recent study devoted to the dramatic character of Old English poetry, Frantzen (2007) has suggested a more favourable interpretation of this 'bulky and formidable barrier.' For him, it corresponds to a deliberate wish to keep the voices of the characters strictly separate from that of the narrator. This interpretation ties in with traditional definitions of direct speech as showing, when one purports to represent the words of another without interfering with them or taking responsibility for them in any way, as opposed to indirect speech or telling, when one 'expresses what was said in one's own words' (Leech & Short 1981, p. 318) . 5 Frantzen refers more specifically to Pizarro's concept of the 'rhetoric of the scene ' (1989 ' ( , pp. 55-56, quoted by Frantzen 2007 . For
Pizarro, showing stories through direct speech rather than telling them is a typical feature of narratives meant to be performed orally, and it suggests that 'the oral narrator tries to become transparent, to vanish from the scene or from his listener's awareness; by appealing primarily to their dramatic imagination, he invites them to follow an action that does not include him as a judge, critic, or interpreter.'
While Old English narrative poems were very likely meant for oral performance and while it is undoubtedly true that direct speech is a prominent feature in them, the contention that Old
English poetic narrators try to fade into the background to let characters take the stage is more doubtful. In fact, the mode of speech representation favoured by Old English poets, if it does keep 4 The most typical length is one or two lines, but it may be as much as nine (Genesis B, . Genesis B, ll. 263-277 may also be taken into consideration, but that passage could just as easily be interpreted as indirect speech 'slipping' into direct speech (Schuelke 1958 ) rather than as a genuine speech introduction. Other examples of very long introductions, less likely to be a reflection of Old Saxon practice than Genesis B, include Beowulf, ll. 499-505 and 2041-2046, Andreas, ll. 669b-675, and Christ and Satan, ll. 75-80. 5 The opposition of direct and indirect speech as showing vs. telling ultimately goes back to Plato's opposition between mimesis and diegesis, such as it is presented in the third book of the Republic (393b-c), but it has been reformulated variously in the course of the twentieth century, perhaps most influentially in Clark & Gerrig 1990 . the narrator's and the characters' voices ostensibly separate, is above all an effective way of controlling the audience's reception of speeches.
First of all, poets can and often do use different types of introduction to suggest differences in the relative status of speeches in a poem. Added emphasis may thus be provided by expanded inquits (Richman 1977, p. 175) . Beowulf is also notable for its repeated use of the maþelode formula (e.g. Beowulf maþelode, bearn Ecþeowes, ll. 529, 631, 957, etc.) , which enhances the ceremonial aspect of key public speeches (Stévanovitch 1998, p. 21) .
Inquits may also be used by the narrator to suggest how a given speech should be interpreted or how the audience should respond to it. This phenomenon is particularly obvious in texts allowing comparison with Latin sources, like this extract from Elene: The Latin text keeps the inquit to a minimum, so that the interpretation of Judas' words depends exclusively on the reader's sagacity: is Judas genuinely yielding to Elene's threatening demands or is he merely trying to buy himself time? The Latin provides no explicit answer. By contrast, the Old English inquit casts the speech as an unconditional surrender, which allows Cynewulf both to avoid ambiguity and to give the passage warlike undertones without altering in any way the content of the speech itself. In this way, the poet not only clarifies a minor aspect of the narrative, but also suggests a wider frame of reference -the heroic ethos -which would presumably appeal to an audience keen on heroic poetry. 8 6 'Judas said, "And who, kept in isolation, would eat stones when he is offered bread?"' All translations are my own. 7 'Judas answered her (he could not avoid that anguish, turn away his royal opponent; he was in the queen's power): "How could it happen that someone who is treading the wilderness in desolate places, exhausted and deprived of food, seized by hunger, and who sees both bread and stone appear in front of them, the hard and the soft, would choose stone to stave off hunger and care nothing about bread, turn to deprivation and reject sustenance, refuse the better choice when both are available?"' All references to or quotations of Old English poetry are from the AngloSaxon Poetic Records, by line numbers. It is debatable whether transitions from direct speech to narration play a comparable role in helping the narrator influence audience response. A survey of eight Old English poems, totalling a number of 161 relevant instances of direct speech, 10 shows a small but relatively homogeneous group of phrases which seem to play such a role. 11 They follow roughly the same pattern: the adverb swa (exceptionally þus) followed by a verbum dicendi in the past tense, 12 and then by some information on the speaker or the speech itself. These elements often fill just one line, but additional comments or details are usually added so that the whole sequence often extends over several lines.
The same initial half-line occurs three times (swa hleoðrode, Guthlac A, l. 513a, Andreas, l. 461a, and in the plural l. 692a), but on the whole it seems to be a rather loose formula.
These transitions are remarkable in that they are not used in replacement of initial inquits but in addition to them, so that the whole speech is heavily framed and effectively cut off not only from narration, but also from any possibility of internal response (i.e. response from the characters in the poem, rather than from the audience of the poem). See, for example, the frame of the messenger's certainly suggests that some were fonder of secular heroic tales than of Christian narratives, though it is hard to extrapolate much from only one such comment. 9 See for example Christ and Satan, ll. 545-554. 10 Beowulf, Genesis A and B, Christ and Satan, Andreas, Guthlac A, Juliana, and Elene: these poems have been chosen because they represent a wide cross-section of the Old English poetic corpus, in terms of theme, genre, relation to a possible source, and manuscript. They have a total of 169 speeches, but some of them could not be taken into account because of lacunas where the conclusions should have been. 11 Only twelve occurrences in total (Beowulf, ll. 2057 (Beowulf, ll. -2058 (Beowulf, ll. , 2267 (Beowulf, ll. -2270a Andreas, ll. 461-465a, 692-694a and 1455-1456; Christ and Satan, ll. 65-67, 279-281, 512-514 and 659-661a; Guthlac A, ll. 323-325a and 513-515) Here, the framing effect is particularly vivid as the conclusion forms a threefold envelope pattern with the initial inquit: lyt swigode -ne leag fela, niwra spella -laðra spella and saegde -
secggende.
14 It is worth noting that in this case, it is not so much meaning that the narrator is trying to control but the emotional response of the audience and their belief in the truth of what is being expressed. This type of transition, which delays narrative and forces the audience to reflect on the import of what has just been said, is particularly well suited to contemplative scenes, whether secular or religious.
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In most cases, however, the transition from speech to narration is marked much more lightly, most often with the simple use of the adverb ða. The survey shows that, in the eight poems considered here, return to narration is marked by the presence of ða in more than 60% of cases, on rare occasions in association with another marker, 16 but most often alone. The predominance of ða makes perfect sense if one considers the role usually played by this adverb in Old English prose or verse narratives; ða is not only a grammatical marker, but also an essential tool for narrative organization:
(...) many narrative passages are composed of strings of largely independent units marked and coordinated by þa, which functions as an infinitely-repeatable marker of temporal sequentiality and carries little or no grammatical information. (Foster 1975, p. 404) In other words, ða is used to introduce any narrative section possessed of a certain degree of independence and coherence, whether this passage intervenes after direct speech or after narration, or indeed whether the passage is itself direct speech or not: speech introductions very often start 13 'He kept little silent about the news, the man who rode to the headland, but he truthfully said in front of all: (...) Thus the brave man was telling the bad news; he wasn't lying much, neither concerning facts nor words.' 14 Elsewhere, the conclusion sometimes echoes elements of the initial inquit (e.g. Andreas, ll. 461-465a and Christ and Satan, ll. 659-661a), but nowhere is the envelope pattern so perfect. My thanks to Prof. Colette Stévanovitch for pointing out this pattern to me. 15 The second part of Beowulf, more contemplative and elegiac than the first, has two similar instances: after the Last Survivor's Lament (ll. 2267-2270a) and after one of Beowulf's dying speeches (ll. 2817-2819a). Elsewhere this type of conclusion is often used to draw attention to particularly pious behaviour (Guthlac A, ll. 513-515a, Andreas, ll. 461-464, 818-821 and 1455-1457 Once the initial situation is established (Heliseus' power under Maximian's reign), ða introduces the first disruption of this initial state and thus the beginning of the story proper. At the same time, ða signals that the narrative is set in the past and thus at a time disconnected from the present of utterance. This dimension of ða is of particular relevance when it follows direct speech as the transition between direct discourse and narration corresponds to a transition between two distinct utterances, one of which is located with relation to the character and the other to the narrator. Direct speech is typically very much in the here and now (identification with the moment of utterance) so that the introduction of ða is enough to suggest not just a contrast within the same frame of reference (as it does elsewhere when ða follows narration), but a change of reference and thus of utterance.
As such, there is a good case for believing in the effectiveness of the device to mark return to narration after a passage of direct speech. Yet, it is striking to note the discrepancy between the ponderous nature of speech introductions and the brevity and limited semantic weight of the most frequent type of conclusion. This asymmetry has no equivalent in the Latin sources of the poems taken under consideration here. First of all, while autem (a link word often suggesting opposition) seems to be a fairly common equivalent of ða, it is only one possible speech conclusion among many, rather than the dominant marker.
19 Second, Latin hagiographies are much more likely to 17 Nearly 60% of all cases, but with important variations from one poem to another: the adverb is almost systematically present in Genesis A, Genesis B and Andreas, but not nearly as much in Elene, Beowulf and especially Guthlac A, whereas Juliana and Christ and Satan show average figures. 18 'Listen! We have heard heroes, bold thinkers, meditate on this, which took place in Maximian's time, the cruel king who instigated persecutions throughout the world (...). He was a powerful and prosperous prefect, of noble lineage. (...) His name was Heliseus and his power was great and famous. Then his heart started to love a girl (he was driven by curiosity), Juliana.' 19 Other frequent markers include statim ('immediately'), et or -que ('and'), igitur ('then', 'so'), ergo ('therefore') and tunc ('then', 'next'). The Passio Iulianae presents us with a much more closely knit passage, making use of several types of linguistic resources to ensure the coherence and smooth flow of the text: conjunctions (autem, et and dum), present participle (dicens), and anaphoric pronoun (haec). In this way, speech introduction and conclusion act as real transitions, i.e. as connections between narration and direct discourse. By contrast, the Old English passage appears as the succession of two separate episodes, each with its own introduction, but without any genuine conclusion or transition. This tendency to add new episodes one after the other without attempting to integrate them into a subordinate structure is very characteristic of Old English poetry and one of its recognizably oral features.
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The privileging of introductions over conclusions is also quite typical of Old English verse:
Bartlett's influential study of Old English rhetoric (1935) lists a number of introductory formulas, but acknowledges the relative paucity of concluding formulas. 24 The greater weight of the introduction of speech by comparison with that of narration may also be accounted for by the persisting prominence and prestige of orality in Old English culture: obviously the devil's speech is 20 However, such is apparently not the case in the source of Genesis A, as the Vulgate favours concision and conjunctions such as et or -que. 21 'But the demon begged her, saying, "Juliana, my lady, let me go. I don't want to be made even more ridiculous in front of people. (...)" And as the demon was saying those words, Saint Juliana was dragging him through the main square.' 22 'Then, full of sorrow, he started lamenting his expedition, deploring his pain, bemoaning his fate, and said in these words, "I beg you, my lady, Juliana, for the sake of God's peace, not to insult me, not to disgrace me in front of the braves any more than you already did (...)." Then the girl let him go after that hard time.' 23 See Ong ([1982] 1988, pp. 36-37) on the matter of additive rather than subordinative structures in oral narratives. 24 Bartlett is mostly interested in the formulas used to introduce and conclude whole poems. However, these formulas may equally be used to introduce or conclude smaller sections within poems (Pasternack 1995, pp. 137-142 (Capek 1970; Foster 1975, p. 410; Pasternack 1995, p. 47; and Fulk 2001, p. 8) . Its appearance in a closely related poetic tradition, Old Saxon, 26 also lends credence to its status as a conventional feature of speech representation in Old English poetry.
One could legitimately suspect Latin influence as this type of transition is much more common in Latin hagiographies than in Old English poetry, but it does not seem to be the case.
None of the instances noted directly translate an equivalent Latin phrase, while distribution argues against Latin influence: Cynewulf's verse is recognized as the most Latinate (Steen 2008, p. 137) and yet the formula is altogether missing from Juliana and Elene, whereas Beowulf has two instances. The strongest argument against Latin influence is actually the way it is used. In several cases, there is a strong suggestion that the meaning of the formula goes beyond that of a mere transition and might be better translated as 'in conformity with those words' or even 'because of those words' rather than 'after those words'. In the first case, the meaning of aefter is likely temporal as there is no obvious logical connection between Wiglaf's words and the sudden onslaught of the dragon. In the second one, however, it is no mere coincidence that Beowulf should dive into the mere immediately after the utterance of his 25 Beowulf, ll. 1492a , 2669a , Andreas, ll. 88a, 761a, 1026a , 1219a see also Exodus, ll. 299a, 565a. 26 Aftar them uuordun, Heliand, ll. 330a, 2030a , 2067a 2718a . The relation between the Old English and the Old Saxon formulas is discussed by Capek (1970) . It should be noted that the Old Saxon formula is used slightly differently, never appearing immediately after the end of speech but always shortly after. 27 '"You must now, brave in your deeds, a single-minded nobleman, defend your life with all your strength; I will help you." After those words, the dragon came angrily for a second time, the awful and evil guest (...).' 28 '"(...) I will achieve glory with Hrunting or death will take me." In conformity with those words, the prince of the Weder-Geats hastened bravely, he had no intention of waiting for an answer.'
oath. In doing so, he shows that his deeds conform to his words, which is an essential characteristic of the true hero in Old English poetry (Clemoes 1979; 1995, pp. 157-166; Orchard 2003, pp. 203-237) . All other uses of aefter ðam / þyssum wordum similarly point to a strong connection between the words pronounced and the subsequent actions: a prayer has immediate effects (Andreas, l. 88a), a crowd reacts to a particularly impressive speech (Andreas, l. 761a, Exodus, ll. 299a and 565a), a divine prediction comes true (Andreas, l. 1219a), demons enforce a divine condemnation (Christ and Satan, l. 628a). 29 Such uses may be compared with instances where aefter has a clear causative meaning, as in Beowulf, ll. 1605b-1607a, where the blade dissolves because of the blood. 30 As such, it seems that aefter ðam / þyssum wordum is only occasionally a device enabling the narrator to create a smoother transition between two units of the narrative, and more often a formula drawing attention to an existing connection between two events.
Quite clearly then, the stylistic conventions of Old English poetry do not require smooth transitions between speech and narration, but narrators do not shun from using such points of contact between speech and action to suggest specific interpretations whenever appropriate. What is perhaps most remarkable about the representation of direct speech as separate blocks is the fact that it is perfectly consistent with Old English narrative structures more generally. Whereas modern narratives tend to present direct speech in a way that differentiates it radically from narration (both visually and stylistically), Old English verse seems to treat it as something maybe particularly important, but certainly not distinct in nature from the rest of the narrative.
